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INTRODUCTION
My thesis is about limitations. We all experience limitations of
various forms. Whether physical or mental, tangible or intangible,
they restrict us from realizing our maximum abilities. When I look
back over the past year, I realize that I have learned about my own
limitations, as an artist. My goal was to overcome my perceived and
actual limitations, while also bringing to light the limitations that I
see as detrimental to our society. I also realized that I believe that
many people are unaware of the power of their actions and beliefs to
harm or heal society. We have the power to control our future.
My primary goal in life is to be a good person. Part of
being a good person means being unselfish and wanting to help
others. I also feel that it is important to be loving, honest and moral.
My next goal in life is to be a successful artist. Until this year I did
not believe that the two were related. The things that I valued as an
artist were separate from the things I valued as a person.
CHAPTER 2
PERSONAL HISTORY
Ever since I can remember, everyone in my family believed
that I would become an artist. The first work of art that I can
remember creating was when I was three. I took a bunch of hangers
from the closet and hung them from each other, to form a mobile. I
then took various objects from the "junk drawer" and attached them
to the hangers. Instead of being angry with the mess I had made, my
mother was excited and pleased with the wonderful creativity of her
daughter. I have always been involved in some sort of creative
endeavor, whether it was drawing, painting, ceramics or building
forts out of the family room furniture. My parents always supported
me in whatever I did. It was this encouragement from my parents,
along with a natural affinity to create, that directed me to be an
artist. It was as though it was inevitable: Art has always been a part
of my life.
When I began graduate school, I was a little lost, not knowing
what I wanted to accomplish. During my first year, I was faced with
the question "what are you trying to communicate through your
art?"I did not really know. I knew that I loved working with many
different techniques and materials. I focused on formal issues such
as form and color, and technical issues such as trying to create
interesting three dimensional forms from a single sheet of metal. I
was successful in my major and elective classes, yet, there was
something missing. The work that I was producing, although
aesthetically pleasing, was not very conceptual. It did not evoke any
2
feelings or have any deeper meanings. I was not satisfied.
I discussed with my professors my desire to create art that
inspires the viewer. One of them said that I had to figure out what is
important to me and try to express it through my work. He said that
self expression is all an artist can do. I thought that sounded very
selfish. He responded by saying that art is a selfish act and anyone
who believes that it is not, is lying to themselves. I felt very limited
by the theory that self-expression is all an artist can do. I understood
his point, seeing that art created by a single individual can be nothing
more than self expression. However, if one of my goals in life is to
be unselfish, how can I spend the majority of it expressing myself?
The problem that I had with the theory that all art is selfish comes in
the perceived purpose of art. Is the function of art in the effect it
has on the creator or in the effect the product has on its viewer's and
society? Some artists choose to create in order to satisfy their desire
to create. Some artists create in order to communicate to others. I
knew I had the capability to create meaningful art, yet I had no idea
how to start. The conversation with my professor made me confront
many issues that I needed to deal with. I had been struggling with
my conscience for quite some time, but I had never truly focused on
the basic issue that kept nagging at me; Can I continue to be an artist
if it is solely a selfish act? The conversation motivated me to think
about what I wanted to accomplish with my art. It made me question
my role as an artist.
I used my time off from school, during the summer, as a
contemplative time. I needed time to work out in my mind the
conflicts that had arisen in my conscience. I worked as an assistant
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to another professor, who also knew that I was searching for
meaning in my art. One day a student came into the studio and we
got into a discussion about what it means to be a good person. I had
a great deal of opinions and expressed them freely. After the student
left, my professor told me that I should be expressing those types of
feelings through my work. I realized that my beliefs are very
important to me and that I should express them through my art, but I
still did not know how. Until that point, I had felt that my beliefs
and feelings about life and society were totally separate from my art.
For the first time, I felt as though they could coexist.
CHAPTER 3
OVERVIEW OF THESIS PROCESS
During that summer, I spent my free time sketching ideas and
writing out words and phrases that I felt were important. I tried to
figure out a way to communicate the things that are important to me.
While I was thinking, I was also sketching. I kept sketching the same
form over and over. It looked like a pointed oval. I would
immediately dismiss it because it was such a foreign shape to me.
Everything that I had previously made had been very organic,
complex, and fluid in form. The shape was so simple. I felt that
because I had already established a style that I should stick with it. I
had no rational explanation for what this form represented. I
rejected it for a while and continued to try to "figure
out"
what to do
for my thesis. Then, one day, I got tired of thinking and sketching.
I decided to start working. I had no idea what I was going to make,
but this time I didn't care. I started to create. I did whatever came
into my mind. I stopped questioning the ideas that popped into my
head. I just did it. The creation process was virtually effortless.
Also, I felt as though very little conscious thought went into it. I
worked until something in my mind told me "Okay, stop. You're
done." It was not until then that I really looked at the piece. It was
as though I was seeing it for the first time(Fig. 1). While I was
making it, I never made any conscious decisions such as "this piece
should go
there"
or "make it this shape because...." I just followed
the natural progression of the piece itself. I did not think; I acted.
Pleased with my progress, I finally felt as though I had created a
5
true work of art. The piece inspired me.
At that time, one ofmy friends was the main focus in my life;
she was pregnant. This was the first person that I was close to that
was pregnant. I was intrigued by the process. It amazed me. What
I saw in the piece I had created was the unique balance of the
relationship between a mother and her child. I had temporarily put
the piece in my professor's garden. It was the perfect setting. It was
as though the piece had grown from the earth and it existed
harmoniously with the rest of the plants. The steel arm suspended
the copper dish shape from one point. This enabled the dish form to
turn in the wind. It would slowly turn back and forth, allowing the
viewer slight glimpses at the smaller form that it protected in its
center. I had not consciously decided to create a piece about the
unique relationship between a mother and child, it just occurred. I
never thought about the symbolic meaning of each shape or their
relationships to each other. I did whatever came to mind. It was as
though I was the vehicle for someone else's creation. I did not feel
as though I was expressing my own feelings or opinions but
something broader, more universal.
When I returned to school that fall, I began work on my thesis. I
felt as though I still had to figure out what I wanted to communicate
through my work. When I looked back over the summer, I realized
that I spent a good deal of time thinking about relationships:
relationships between individuals, groups of people, people and animals,
people and their environment, etc.. The number of creatures that exist
relatively harmoniously on this planet astounds me. The relationships in
this world that are not harmonious, yet still are able to coexist, intrigue
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me as well. For example, the issue of survival of the fittest creates the
balance of nature. The strong kill the weak in order to survive, and in
doing so insure that the weak animal will not survive long enough to
weaken its own species. There are also many societal relationships that
interested me for instance: the relationships between men and women,
majorities and minorities, as well as the relationship between humans
and their environment. In my proposal I stated that I wanted "to create
a series of multi-media sculptures that deals with elements in the natural
world and their relationships to each other. I am fascinated by the
incredible diversity of nature and the ability of its elements to coexist. I
hope to be able to express the balance created by such unique
relationships."I had a difficult time writing this because I was not
convinced that that is what my thesis was going to be about. I did feel,
however that my proposal was a good summation of the issues that
concerned me. I was also told that the proposal was meant to be used as
a starting point and that it was okay if it changed with the development
of the body of work. So I continued.
I felt limited by sketching. I never really found it very
helpful. I found a solution to this limitation when my professors
suggested that I "sketch" three-dimensionally with jewelry and
maquettes. This was a great suggestion, especially because many of
the images that I imagined were very large. By making maquettes
and jewelry out of metal, string and wood, I could get a good idea of
what I wanted to do. I could translate my ideas into physical forms
and then figure out how to make them larger. Much of the
inspirational work was done in the maquettes. The ideas for them
came from my subconscious. I could work very spontaneously in the
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small forms while having a clearer realization of the forms than if I
were just sketching them (Figs. 2-9). This manner of working freed
me up tremendously.
Until last summer, I had felt limited in my use of materials. I
had always had interests in working with different materials, yet
whatever I created it was always out of a single material. I did not
even like incorporating stones into my jewelry designs. I enjoyed
working in other media but I had not yet found a way to incorporate
my knowledge of other materials with my metal work. When I
created the first piece over the summer (Fig. 1), I used linen thread
to suspend the center element. I also used steel for the first time. I
felt the combination between the copper, steel, and fiber, created a
feeling that would not have been evident if each of those materials
were not used. Every material has its own feel to it. Each material
connotes different feelings and meanings. The copper has a softer,
warmer feel that the steel. Steel is cooler, stronger, more
supportive. The fiber adds a whole new element separating the
materials from each other. The linen thread offers a contrast to the
smaller copper elements that it joins, thereby physically connecting
them yet implying a slight divergence from the larger copper form
which is suspended with steel wire.
With thoughts like these in my mind, I continued to work in
the same manner; working on a couple of pieces at a time, making
the maquettes and working in an undeliberate and spontaneous
manner. I repeated the copper dish form, a little larger this time. I
also wanted to explore the integration of fiber into the work. I used
raffia and some other fiber, interwoven. The effect, when complete
8
was very interesting (Fig. 10). With the completion of the second
piece, I was able to see a visual trend in my work. People who saw
the work said that it looked "primitive" or African. I think that the
raffia and natural fibers make people associate my work with
primitive art. The treatment of the materials also contributes to the
effect. I continued to work spontaneously. The work does not look
deliberate or contrived. I left the tied ends of the raffia loose which
creates a ragged or raw feeling. The earth tones of the fiber as well
as the heat patinaed copper relate to nature. I also sensed that the
form I kept using was symbolic of something in a primitive way. I
did not know what it was. I thought it looked like a shield or a
vessel or useful object of some sort. I associated the first sculpture I
made with the relationship between a mother and child. However, I
do not know why I chose that particular form. I had no rational
explanation other than it was the form that came to my mind.
I had a few ideas from the maquettes that I felt necessary to
create. The next three pieces were a series within a series (Figs. 11-
13). Before I could create them in the forms that my mind was
telling me to make them in, I needed to overcome a few limitations.
The first perceived limitations were in my abilities, both technical
and physical. First off, I had never worked with steel before that
summer. Nor, had I ever welded steel. There was a potential for
getting myself and those around me injured. Could I make the pieces
structurally safe? The other issue was the aspect of physical
limitation. Was I strong enough? I wanted to make them big.
Whenever I looked at the maquettes or just thought of these pieces in
my mind, I always pictured them large. My professors could not
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really understand why I wanted to make them so large. It was hard
to describe the feeling I had. I just knew. It was as though I had no
control over any of the decisions. I had to make them the way I saw
them in my mind.
While working on the sculptures, I found the creative process
invigorating. I learned, however, that in order to make sculptures
the size I wanted, I needed someone to hold one end of the steel,
while I hammered the other end. This was a difficult step for me
because until then I only worked alone. Luckily, I have a very
helpful husband, who assisted me when I needed an extra set of
hands. I found that in the creation of this body of work, I did not
encounter the same difficulties as in the past. I used to get stuck, not
knowing what to do next. I would question each step I took,
wondering if I was making the right decision. With this body of
work, the ideas came one after another. I would not question why I
was doing something; I just trusted my instincts. I found that the
technical problems that I faced were solved in the same manner. It
was almost as if the materials and processes would determine the
work's outcome. If a solution to a problem did not come to mind
right away, then I would just wait until the solution presented itself.
There were a couple of pieces that I would end up changing weeks
after they were supposedly finished. There was something in my
mind that would tell me that a piece was not complete, instead of
feeling as though I needed to finish it right away, I would let the
piece sit for a while until the solution would come to me. In some
cases the necessary elements had not yet been created. Once I
created the elements, I knew where they were supposed to go and the
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piece would be complete.
Once I finally stepped back to look at the pieces that I had
created, I found that I was not quite sure how they fit into my
proposed thesis topic. I could interpret what they meant to me, yet I
felt that my opinion was no better than anyone else's about what the
pieces meant. I saw the pieces as expressions of limitations that
individuals, as well as society as a whole, have accepted. To me the
pieces were like mirrors into attitudes. One sculpture showed the
boundaries of ignorance. The walls of ignorance are as strong as
steel in that they keep us prisoners in our limited beliefs, yet are
gossamer thin when we obtain knowledge. We are complacent in
our ignorance and in that complacency are trapped. If we could only
see how thin a hold it has on us, we could easily reach a higher plane
of understanding.
Another sculpture symbolized the hold that hatred and bigotry
has on us. Hatred keeps us from learning about other cultures and
individuals who could offer us unique views. Hatred also opens us
up to have hatred and violence directed against us. "You reap what
you
sow"
to use an old cliche. There is a song that I once heard on
the radio that said something to the effect that if you poison your
children with hatred, then hatred is all that they'll know. Another
aspect of society that I perceive when I look at the sculptures is the
autonomous individual. The belief that you are only responsible for
yourself and have no responsibility toward society, is restrictive. It
binds us to selfishness and therefore ignorance of the only way to
truly succeed as a society. We need to accept our innate
interdependency. We need to start working collectively instead of
11
competitively.
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CHAPTER 4
INFLUENCES
During the fall Quarter of my second year, I read a book by
Suzi Gablik, entitled The Reenchantment of Art.1 This book offered
me another way of looking at art and the artist's role as a member of
society. Gablik wrote about many of the issues that I had been
thinking about in relation to my art. One word stood out among the
rest,
"interdependency." It was the word that described exactly what
I was trying to portray in my work; the interdependency of humans
to each other, as well as to their environment. Her thoughts helped
substantiate mine. If people would put themselves in otherpeoples'
shoes and view things from a perspective other than their own, there
would be a lot less hatred in society. As Gablik writes:
The psychic and social structures in which we live have
become too profoundly antiecological, unhealthy and
destructive. There is a need for new forms emphasizing our
essential interconnectedness rather than our separateness,
forms evoking the feeling of belonging to a larger whole
rather than expressing the isolated, alienated self.2
On a basic level, we are all the same, we all have the same
basic needs; food, shelter, and love. The last is a need that most
people have forgotten. Our society has idolized the independent
person. We have put value on selfishness and autonomy.
Characteristics, such as nurturing, and caring, are seen as weak and
undesirable. I disagree. We are members of a society, which, by
iSuzi Gablik, The Reenchantment ofArt (New York: Thames and Hudson Inc., 1991).
2Ibid., 5-6.
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definition, implies dependency upon each other, as well as a
responsibility to each other. We are also dependent on our
environment, yet we do not seem to be able to admit that we are
destroying it. Actually, we are not destroying the environment, just
its ability to sustain us. The earth will still be here after we are
gone. We, as a society, must realize that our present view of the
individual as indestructible and self-sufficient, is a lie. We must stop
idealizing isolationists. As Gablik writes:
Individualism, freedom and self-expression are the great
modernist buzz words. To highly individualistic artists,
trained to think in this way, the idea that creative activity
might be directed toward answering a collective cultural
need rather than a personal desire for self-expression is
likely to appear irrelevant, or even presumptuous. But I
believe there is a new, evolving relationship between
personal creativity and social responsibility, as old modernist
patterns of alienation and confrontation give way to new ones
of mutualism and the development of an active and practical
dialogue with the environment.3
We should look to nature as an example of what is going on.
Much of society would support the idea of an individual behaving
like a tiger; you have to fend for yourself in order to survive, it does
not matter who you hurt as long as you get what you need. What we
do not realize is the respect the tiger has for its prey. Tigers hunt
only for enough food to survive. The tiger knows that without the
other species it would not survive. We are all dependent on each
other for survival. We should stop acting as if we are not. It is
ironic that we use terms such as "it's a dog eat dog
world"
and "it's a
rat
race,"
when it is our society that is the most beastly. Our society
3Ibid., 6.
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idealizes the independent person, yet the belief that anyone can be
independent is such a falsity that it is weakening our society.
At the time ofmy thesis show, these were the issues that
concerned me. I was still having a difficult time talking about my
work. I felt that if I expressed what the work meant to me, it would
limit what people got out of it. I perceived my work in the manner
that I did because I was looking at it from my perspective. My
perspective is going to be unique from any other individual in the
world, because we all perceive things differently. I saw what I
needed to see at the time. Maybe twenty years from now the work
will mean something totally different to me. That is why I titled the
pieces
"Untitled." I did not want to lead the viewer in any direction
other than their own perception. I thought that my thesis statement
would give people enough of an understanding of what I was
thinking about when I created the body of work to satisfy their
curiosity. I wrote:
This particular body of work deals with issues that
concern me. I feel that much of the strife in peoples lives
can be avoided. I believe that many of our priorities are out
of order. We often place value in things that should be
unimportant while disregarding the qualities and aspects of
life that should be valued the most.
Some of the sculptures represent elements of human
behavior which I find destructive and restrictive (ignorance,
selfishness, and hatred). Others deal with behaviors and
attitudes that are beneficial (trusting, giving, nurturing and
supportive) to ourselves and therefore society as a whole.
As a society and as individuals, we will be stronger and
happier if we accept our innate interdependency. A change
in the way we view our role in society will have a
tremendous impact on our success.
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CHAPTER 5
DISCUSSION
Since my show, I have had time to reflect over the events of
the past year, and have come to realize that what I was really trying
to accomplish with my thesis was to confront and overcome the
limitations that I was facing as an artist. The first limitation that I
chose to confront was the belief that I did not know how to create
meaningful art. My goal was to create a body of work that inspired
the viewer to think, feel, learn, grow, question, or care. I wanted to
make art. I did not have anything in particular that I wanted to
communicate personally. I feel that true art should be above self
expression. It should express the ineffable, the spiritual, the human
condition as a whole. "Creative work must be in some ways kindred
to the world, if not the world as it is, then the world as it will or
might be. It flows out of that world and it flows back into it. Thus
the creative person, to carry out the responsibility to self, the
responsibility for inner integrity, must also in some way be
responsive to the world."4
Until this body of work, I had been trying to create my own
works of art. I thought I needed to express my personal thoughts or
beliefs. I realized, however, that I found self-expression
dissatisfying. I thought it was a selfish act. I also feel that true art
expresses more than personal attitudes. As Regis Debray writes, "the
individual who feels passion only for himself cannot awaken it in
4Howard E. Gruber, "Creativity and Human
Survival," in Creative People at Work:
Twelve Cognitive Case Studies, ed. Doris B. Wallace and Howard E. Gruber (New York: Oxford
University Press, 1989), 280.
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others."5 On a similar note, Carl Gustav Jung writes: "What is
essential in a work of art is that it should rise far above the realm of
personal life and speak from the spirit and heart of the poet as man
to the spirit and heart of mankind."6
My next problem was if I did not want to use self-expression,
what would I use as a source of inspiration? In hind sight, I realize
that my trying to "figure
out"how to create art was just the thing
that was holding me back. It wasn't until I opened my mind to
inspiration that I could create unique, powerful and interesting art.
In an interview with Margery Franklin, artist Melissa Zink states
It's like you're walking around with this enormous suitcase
full of magic and you are never allowed to open it, because
the rules say that the things in that suitcase are not worthy of
artistic consideration. Words, childhood memories, pretend,
fantasy, archeologyall that. And so, until I could open that
suitcase, I didn't really have anything to work with. It was
like trying to paint with your hand tied behind your back.7
This is how I felt until I opened my thought to the images that were
running around in my own
"suitcase." Quite some time ago, I read a
quote of George Santayana's in which he said, "whatever we look at
with delight, whatever we see that gives us pleasure, though we may
think we have forgotten the next day, will influence us all our lives."
Actually, everything that we see and experience, whether pleasant or
not, influences how we perceive things.
5Regis Debray, "Universal Art: The Desperate
Religion," (New Perspectives Quarterly. 9
no. 2, 1992).
6Carl Gustav Jung, "Psychology and
Literature," Modern Man in Search of a Soul, trans.
W.S. Dell and Cary F. Baynes (New York: Harcourt, Brace, 1950).
7Melissa Zink, "A Convergence of Streams: Dramatic Change in the Artistic Work of
Melissa Zink," interview by Margery B. Franklin, Creative People atWork. 264.
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The creative process intrigues me. I do not know where my
ideas come from. I feel as if I am just a vehicle for ideas that come
from somewhere unknown. My research lead me to an essay by Carl
Gustav Jung entitled "Psychology and Literature." In his essay, Jung
describes how I feel about the creative process. He writes:
The creative act, which is the absolute antithesis of mere
reaction, will for ever elude the human understanding. It
can only be described in its manifestations; it can be
obscurely sensed, but never wholly grasped....
...Art is a kind of innate drive that seizes a human being
and makes him its instrument. The artist is not a person
endowed with free will who seeks his own ends, but one who
allows art to realize its purpose through him. As a human
being he may have moods and a will and personal aims, but
as an artist he is "man" in a higher sensehe is "collective
man"one who carries and shapes the unconscious, psychic
life of mankind....
Jung suggests that there is an underlying psychic state called the
"collectiveunconscious."He writes:
We mean by collective unconscious, a certain psychic
disposition shaped by the forces of heredity: from it
consciousness has developed. In the physical structure of the
body we find traces of earlier stages of evolution, and we
may expect the human psyche also to conform in its make-up
to the law of phylogeny. It is a fact that in eclipses of
consciousnessin dreams, narcotic states and cases of
insanitythere come to the surface psychic products or
contents that show all the traits of primitive levels of psychic
development. The images themselves are sometimes of such
a primitive character that we might suppose them derived
from ancient, esoteric teaching. Mythological themes clothed
in modern dress also frequently appear....
...Great poetry draws its strength from the life of
mankind, and we completely miss its meaning if we try to
derive it from personal factors. Whenever the collective
unconscious becomes a living experience and is brought to
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bear upon the conscious outlook of an age, this event is a
creative act which is of importance to everyone living in that
age. A work of art is produced that contains what may
truthfully be called a message to generations of men.8
A month or two after I read Jung's essay, I decided to look through
some books on primitive art. I was shocked to find, on one of the
pages, an image strikingly similar to the shape that was repeated
throughout my work:
When I read what the image symbolized I was even more shocked:
In these areas the omnipresent feature is the pointed oval
identified in the east as mbia belly, in the Wosera either as
mbia or more directly as asa mother.. ..It is quite clear
from many discussions with informants that mbia has
connotations of the fecund maternal belly....9
I do not know all there is to know about Jung's theory of the
collective unconscious, but after not knowing the origin of the form
that had been so prevalent in my work for a year, and then seeing the
form in a book that says that it represents a pregnant woman, I now
believe that Jung's theory might be true.
Good art challenges the viewer. It makes the viewer think and
feel. It often confuses, as well. As Wendell Castle writes:
8Jung, "Psychology and
Literature."
9Anthony Forge, ed., Primitive Art and Society. (New York: Oxford University Press,
1973), 179.
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Art should call things into question. Ambiguity appeals to
me. Uncertainty is good.. ..I don't really want to explain it,
and I don't want my work to explain itself either.. ..I don't
want to make things too easy. I don't want to give away the
secrets. It should take some effort to understand a true work
of art. If things are understood at the first viewing, then not
much is left to the imagination.10
I felt a strong conflict when it came time to talk about my work.
When I look at the work that I produced, I feel as though I have no
more insight into what it means than anyone else. I know what it
means to me, but I hope that it might have a completely different
effect on each and every viewer. I also believe that one of the things
that attracts me to art is that there is no right or wrong
interpretation. I do not want to do the thinking for the viewer. Carl
Jung writes:
The truth is that poets are human beings, and that what a poet
has to say about his work is often far from being the most
illuminating word on the subject. What is required of us,
then, is nothing less than to defend the importance of the
visionary experience against the poet himself...
....The archetypal image of the wise man, the savior or
redeemer, lies buried and dormant in man's unconscious
since the dawn of culture; it is awakened whenever the times
are out of joint and a human society is committed to a serious
error. When people go astray they feel the need of a guide
or teacher or even of the physician. These primordial
images are numerous, but do not appear in the dreams of
individuals or in works of art until they are called into being
by the waywardness of the general outlook. When conscious
life is characterized by one-sideness and by false attitude,
then they are activated-one might say, "instinctively"and
come to light in the dreams of individuals and the visions of
10Wendell Castle, from his artist's statement given out at a lecture on "Creativity" at
Rochester Institute of Technology. Rochester, NY, Spring, 1993.
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artists and seers, thus restoring the psychic equilibrium of
the epoch.
In this way the work of the poet comes to meet the
spiritual need of the society in which he lives, and for this
reason his work means more to him than his personal fate,
whether he is aware of this or not. Being essentially the
instrument for his work, he is subordinate to it, and we have
no reason for expecting him to interpret it for us. He has
done the best that in him lies in giving it form, and he must
leave the interpretation to others and to the future. A great
work of art is like a dream; for all its apparent obviousness it
does not explain itself and is never unequivocal. A dream
never says: "You ought," or: "This is the truth." It presents
an image in much the same way as nature allows a plant to
grow, and we must draw our own conclusions.
I found my opinion about not titling my work substantiated in
the various reactions of the people that viewed my work. There
were many different responses to all the pieces. The most
meaningful, to me, was one man's response at my thesis show
opening. He came into the gallery and was confronted with the large
steel sculpture with the figurative form in the center (Fig. 13). He
said to his wife that he could not look at the piece. When she asked
why he responded by saying that he did not know why, but it
reminded him of his father and his father was a very brutal man.
Then he turned his head and walked away. If I had chosen a title that
was significant to my interpretation of the piece then, in many ways,
it might invalidate
viewers'
own responses to the piece. I have had
many suggestions as to what the title of that piece should be, for
example, "Blind to the
World," "Intolerance," "Holocaust,"
and
"Bigotry." On a similar note, the first piece that I did (Fig. 1),
which I would call "Mother and
Child," has been sold. The woman
who bought it has come up with her own title. There is no
21
reason that I can think of, why anyone else's response should be the
same as mine. I do not want to limit viewers in how they perceive
my work. I believe that titles have the power to do so.
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CONCLUSION
This body of work taught me a great deal about myself. I
learned what is important to me, both as a person, and as an artist. I
have also learned that many of the limitations I experienced before,
were self-imposed and perceived, not actual. I thought I needed to
continue working in the style I had previously developed. Once I
opened my mind to inspiration, I developed a style of working that is
freer and more conducive to the incorporation of various materials.
I used to believe that I had to have a specific message that I
personally wanted to convey through my work. Now, when I open
myself up, I find inspiration flows freely, without painstaking
deliberation. I used to feel obligated to explain my work. My
research helped substantiate my beliefs that I do not need to know the
origins of my inspiration nor do I need to justify my work.
Interpretation is left to the viewer. My role is solely to create.
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